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Preface 
Who would have thought that a discovery in sifting the art depot of the town Vianen would 
lead to one of the most turbulent times of my life? I certainly did not. Nevertheless the small 
black platter with a very high value immediately drew my attention. The beauty and 
sophistication of the little platter is hard to describe. I had never seen something like this 
before with its black colours and shininess. A research out of pure interest appeared to be 
more complicated than I expected. There was little known about this black pottery. This 
probably was the reason for my interest and why black Delft pottery eventually ended up as 
the main subject of my MA thesis. 
I wish to thank my First Examiner, the very kind Prof. dr. A.T. Gerritsen for her insightful 
comments, encouragement and for ‘adopting me as a student’. I also wish to thank Dr. A.E. 
Visser for her comments, suggestions and other assistance.  
Finally my gratitude also goes to those who offered encouragement in any other possible way: 
my dear family and friends. 
 
 
 
 
 
 
 
 
         Cathérine ter Laak 
         22 August 2016 
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Abstract 
This study has shown why the difficult to make and very expensive black fond was made on 
Delft black pottery between 1675-1725. This has been done by looking at different sources 
from the seventeenth century as well as recent studies about this subject. The most recent 
sources are explaining how Delft black pottery was produced to make pottery that looked like 
Japanese black lacquerware and Chinese black porcelain. Sources form the seventeenth 
century are telling us that people in Japan as well as in de Dutch Republic were very fond of 
and fascinated by the colour black. In Japan black was seen as a gentlemen’s colour, and in 
Europe it was so rare that only the richest people of the Republic were able to afford black 
clothing. Because of the costs, the many problems the potters faced when manufacturing Delft 
black and the old sources, the contemporary ideas about the underlying meaning of this 
pottery seem too farfetched. Based on other sources from the seventeenth century, such as 
inventory lists and paintings, research has been done after collecting black objects before and 
in the years Delft black was made. When looking at the inventories and paintings, a 
remarkable increase is visible in the number of black objects that people possessed. Besides 
the increase of these black objects which shows us how fashionable it was around 1700, black 
was also a formal colour to wear, even when people possessed the coloured clothing that were 
much newer in fashion. Although Japan did not influence the Republic in their thought about 
‘black as a gentlemen’s colour’, in both countries it was a status symbol. The colour black 
was in fashion in the Dutch Republic, which was the reason for the best potters of Delft to 
attempt to produce Delft black pottery. 
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Introduction 
In the summer of 2014 during my Masters degree in Museums and Collections at the 
University of Leiden, I worked on an inventory at the art depot of the municipality of Vianen. 
The inventory was the art collection of the community and my task was to arrange and 
digitalise the art collection. Amongst all kinds of art and curiosa such as paintings, furniture, 
silver objects and pottery, I came across a single black plate with a diameter of 22,5 
centimetre, estimated to have a value of 50.000 Euros in 2002.
1
 An extraordinarily high 
amount, especially in comparison with the other plates in the Vianen collection. The small 
plate was a small flat plate [pannenkoekje]. The plate was black enamelled and decorated with 
a colourful Chinoiserie decor and described in 1989 by Christiaan Jörg as Delft black [Delfts 
zwart], and as being “a highlight of the collection”.2 Enamel is the smooth and durable 
coating that was covering the pottery. It was made of melted and fused glass powder. A well 
known example are the white and blue enamels, used on Delft bleu. Even today Delft blue 
pottery has an established reputation, contrary to its black equivalent, which is only known by 
a few specialists and collectors. The fact that there are only about sixty pieces of Delft black 
known to exist contributes to its unfamiliarity. Despite the difficult manufacturing process a 
few Dutch pottery bakers tried to manufacture Delft black objects between 1675 and 1725. 
We know that Delft blue pottery was inspired by the blue and white porcelain from China. 
But why did black pottery emerge at the end of the seventeenth century in the Dutch 
Republic? In order to answer that question, I will use a combination of written sources, both 
primary and secondary, as well as evidence from specific collections. 
Up to this day very little is known about Delft black pottery. We do not know how many 
objects were made, who their manufacturers were – only a few of the objects were signed – 
and what the main reason for its existence was. Especially the latter question is interesting, 
because of the difficult and expensive production process. For years, the literature has 
assumed that Delft black pottery was inspired by Japanese black lacquer. Like porcelain, 
lacquer goods were imported from Asia by the Dutch East India Company. An early, but 
detailed description of Delft black was given by Carla de Jonge in 1947, in which she explains 
the emerging of it. She explains how at first, the colour black was used to delineate the figures 
on Delft blue pottery. Later on, the black sections increased in size, trying to make the 
                                                          
1
 The estimated price was given by Apresa to the ‘zwart aardewerken pannekoekje’: [black earthenware 
pancake platter], object number 0474. 
2
 C.J.A. Jörg mentions this in the inventory list of the Kunstcollectie Gemeente Vianen, dating from 1989. 
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decoration of the pottery seem as natural as possible, for example, while colouring the hair of 
the portrayed Chinese women. De Jonge also notes that the use of black as a base colour in 
combination with green and yellow decoration: “recalls the memory of Chinese gold lacquer, 
so it is not unthinkable the painters of that time wanted to suggest the same effect
”
.
3
 Fifteen 
years later, in 1962, Museum Willet-Holthuysen in Amsterdam curated the exhibition Het 
wondere zwart van Delft about what they called ‘miraculous’ Delft black pottery. The 
accompanying catalogue also mentions the connection with Japanese lacquer. Aäron Vecht 
wrote in the catalogue how difficult it was to manufacture the black enamel, because the 
manually fired oven had to reach a high and exact temperature, which was necessary to 
resemble the desirable black lacquer.
4
 Both De Jonge and Vecht leave out whether or not 
Delft black pottery is based on Japanese black lacquer, but they do describe the similar 
features and therefore suggest Delft black was based on Japanese black lacquer. A more 
recent source is the book Delfts Aardewerk: Geschiedenis van een nationaal product that was 
published in 2004. This book presents an extensive overview about the history of the pottery 
produced in Delft. Marion S. van Aken-Fehmers describes how the special black enamel on 
the base of Delft pottery is inspired by “seemingly exotic objects made of oriental porcelain 
with black fond and black lacquer”.5 This would imply that Delft black was not only based on 
Japanese lacquer as the aforementioned sources state. According to Van Aken-Fehmers it is 
plausible to assume Delfts pottery was also inspired by black porcelain, which was imported 
into the Dutch Republic or encountered by merchants on their travels to the Orient. But there 
are no concrete examples that provide evidence for this statement and when we look at 
examples of Delft black as we will later on, we see that there also was produced black pottery 
with a more Dutch decoration as can be seen on the picture on the title page. Besides that, 
neither of these two theories can conclusively explain why Delft black pottery emerged 
particularly between 1675 and 1725.  
At the basis of this thesis lays a book written at the end of the seventeenth century by Simon 
de Vries (1624-1708): Curieuze aanmerkingen der bijzonderste oost en west-Indische 
Verwonderns-waaridge dingen [Curious comments on the most special East and West Indien 
marvelworthy things]. This book, published in 1682, contains over 700 pages containing a 
                                                          
3
Jonge 1947, p. 281: “de herinnering aan de Chineesche goudlak wordt opgeroepen. Het is dan ook geenszins 
uitgesloten, dat de plateelschilders den indruk hiervan hebben willen benaderen.” 
4
 Vecht 1962, pp. 1-10. 
5
 van Aken-Fehmers 1999, vol. IV, p. 221: “exotisch ogende voorwerpen van oosters porselein met een zwart 
fond en zwart lakwerk”. 
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variety of anecdotes and examples of wonders from the Far East. Important for this research is 
how De Vries gives a very detailed description of the Japanese meaning of the colour black. 
For example, he wrote about the preference for black lacquerware in Japan in the seventeenth 
century. According to his descriptions, the Japanese regarded black as a colour for gentlemen 
and this colour earned their greatest respect. At that time, black lacquer was the most 
preferred material to decorate the possessions of the wealthy and the rich.
6
 Further on in this 
research the text of De Vries will be explained in more detail. 
Although for thousands of years and in different cultural contexts, black has had a variety of 
meanings and has been used for different occasions, the intense dark black as we know it 
now, was not always a natural colour in the Western palette. For a long time it was quite a 
challenge to paint fabric in dark colours and the result was often not black, but a shade of 
grey, blue or brown.
7
 It was only in the middle of the fourteenth century that a blackish colour 
was created, with the help of colouring materials gained out of bark, tree roots and fruits such 
as walnuts. Not much later, sailors from different European countries left home to discover 
the rest of the world. The most famous of them all was Christopher Columbus, who 
discovered the New World in 1492. Spain had sent him to find a new route to the East Indies, 
so the trade of spices and other luxury goods would grow. In the next century, exotic 
merchandise was the main reason for the other European countries to find their own trade 
routes. The Dutch Republic was one of those countries and with the establishment of the 
Dutch East India Company at the end of the sixteenth century, the offer and knowledge of and 
demand for exotic products grew extensively. The Republic encountered new and unknown 
materials, like porcelain, lacquer, ebony and silk. Due to the Dutch East India Company the 
middle class and elite of Amsterdam grew exponentially and with it the demand for newly 
imported exotic goods like Chinese porcelain. In order to fulfil the high demand for porcelain, 
and searching for a less expensive variant, potters from the Republic made attempts to make 
porcelain themselves. These attempts ultimately led to the creation of the famous Delft 
pottery and its most famous Delft blue. In the second half of the seventeenth century, colours 
other than blue became more in fashion when decorating the pottery. One of these colours 
was black. Could it be possible that the colour black in the Republic and in Japan 
complemented each other and that the preference for this colour became the source of 
inspiration for the painters in Delft to start manufacturing Delft black pottery?  
                                                          
6
 de Vries, Curieuze aanmerkingen der bijzonderste oost en west-Indische Verwonderens-waardige dingen, pp. 
Vol I. 24-32. 
7
 Pastoureau 2008, p. 90. 
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Before exploring this hypothesis, a short description will be given of the prevailing collecting 
culture in the Republic during the seventeenth century and the corresponding development of 
Delft pottery. Subsequently, the meaning of the colour black in Japan during that time will be 
explained more extensively, by further examining the text of Simon de Vries. Thereafter, a 
closer look will be taken at the position of black goods in the households of prominent 
individuals in this specific century, based on descriptions of household contents. In this 
research only the households of prominent persons are seen as relevant, because of the fact 
that imported black materials, such as lacquer and ebony, were very expensive. The 
importance of the objects will be examined based on the room they were placed in and how 
many objects a room contained. Finally, we will take a closer look at the colour black in 
paintings of that time, for example how it was used for the depicting of clothing and furniture. 
Although the paintings from the seventeenth century do not always give a realistic 
representation of that time, they do show the preference of the painter and the commissioner. 
In short, the research will look at the various contexts in which we see the appearance of the 
colour black in the Dutch Republic during the seventeenth century. When looking specifically 
at the main colour of Delft black, it seems possible to attain more clarity on the reason why 
the manufacturing of Delft black pottery emerged between 1675 and 1725, and why it was 
considered desirable to collect pieces decorated with black enamel, despite their difficult and 
very expensive production process. 
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I. The prevailing collecting culture in the Republic 
Delft black is because of its rarity a good example of the demand for exotic objects in the 
Republic during the seventeenth century. Exotic objects were so popular, that neither costs 
nor effort were spared when trying to import them or manufacture them on home soil. The 
direct trade between the Republic and Asia started at the end of the sixteenth century. Because 
of this, Amsterdam became one of the most important entrepôts and resource centre in the 
world. The establishment of the Dutch East India Company in 1602 also contributed to an 
important social-economic development. The middle class of Amsterdam increased 
exponentially and with it the demand for and consumers of luxury goods grew. The people 
that were able to afford them, started to collect and searched for specific exotic objects like 
naturalia, lacquer and porcelain. These kinds of objects were seen as symbols of prestige and 
the more one possessed, the higher the regard. Especially products from Asia were highly 
sought after, because of their sensual and visual attribution.
8
 The Dutch East India Company 
provided in that need, but the trade with the Orient and the new knowledge of Asian products 
also influenced the existing European art. Due to the enormous exclusivity and extremely 
high cost factor, the Northern Netherlands had a strong urge for manufacturing these products 
on their own soil.
9
 Of course, only the extremely rich, like members of the Royal Family, the 
wealthiest merchants and the luckiest investors, who had bet on some great East India 
Company ships, were able to buy these expensive imported products. But also the seemingly 
exotic products with their new patterns, textures and colour palettes made here in the 
Republic, were very popular amongst the middle class, and decorated more and more 
households.
10
 
Halfway through the sixteenth century, prior to the foundation of the V.O.C., consumers in 
the Netherlands first encountered Spanish maiolica. This pottery, which was characterised by 
colourful decorations of, for example, simplified designed leafs and other ornamental 
paintings, was imported at first from Italy and Spain and later also from Antwerp. After the 
Siege of Antwerp in 1585 a massive migration took place from people from the South of 
Europe and Antwerp to the Northern Dutch Provinces. This migration brought a large 
diversity of crafts to the Netherlands, including the craft of the maiolica potter. In the first 
instance, these craftsmen, which were called plateelbakkers (potters) in the Republic, 
                                                          
8
 Corrigan, van Campen and Diercks 2015, p. 14. 
9
 Ibidem, p. 246. 
10
 Ibidem, p. 127. 
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principally produced maiolica for pharmacists, such as gallipots and jugs. Around 1600, 
plates, saucers, and tiles were produced increasingly in Holland, next to the aforementioned 
products.
11 With the help of the V.O.C., some of the Dutch Republic’s richest also came into 
contact with Chinese porcelain, which was decorated much thinner and more refined than the 
maiolica pottery. This fine bone China became very popular. In the seventeenth century, 
copying this porcelain became a goal in itself for the Republic’s potters. The craftsmen 
encountered the problem that they did not have access to the right types of clay nor the recipe 
for Chinese porcelain. In addition, the Dutch ovens could not reach the high temperature 
needed for firing porcelain. Attempts to produce porcelain finally led to the very well-known 
Delft pottery, also known as Delft faience. This faience was much more refined than the 
maiolica that had circulated in the Netherlands until then. Another difference between 
maiolica and faience is that the front and the top of maiolica pottery was tin-glazed and the 
back and the bottom lead-glazed. Faience was covered in a tin-glaze in its entirety. In 
addition, the decorative pattern was made in the glaze instead of on top of the glaze as with 
maiolica. Though porcelain was still preferred by consumers, the many attempts in the 
Republic to copy porcelain encouraged a fast development of faience technology which led to 
a product that was very similar to porcelain. After a war broke out in China in 1644, when the 
Qing dynasty dislodged the Ming dynasty, there were temporarily no direct imports of 
Chinese porcelain in Europe, making Delft Europe’s foremost market leader for the 
production of faience in the mid-seventeenth century.
12
 However, porcelain was still chosen 
over Delft faience and merchants tried to import porcelain from Japan. Though Japan’s 
production did not compensate the Chinese, Japanese porcelain was still higher regarded than 
Delft pottery. This strong competition ultimately pushed Delft’s potters to the limit of their 
technological abilities at the end of the seventeenth century, causing the faience to be desired 
as much as Asian porcelain.
13
 For the decoration of faience, the potters were mostly inspired 
by Chinese examples. Though faience objects were crafted with Dutch decorations such as 
Dutch landscapes or people, the majority was decorated with Chinese figures or other, at the 
time, exotic decorations. During the first half of the seventeenth century, the potters limited 
the decorations of faience mainly to blue and white, not only because these colours resembled 
the Chinese porcelain but also because these colours had a higher probability of success 
during the firing process as the risks of discolouration or colour leaking were very small. Only 
                                                          
11
 van Dam 2004, p. 9. 
12
 Ibidem, p. 31. 
13
 van Aken-Fehmers 1999, p. 119. 
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in the second half of the seventeenth century, some of the potters started to experiment with 
the production of Delft pottery with decorations in multiple colours such as red, gold, green, 
and black. During the course of the seventeenth century, the colour black was used to outline 
figures on the Delft blue pieces in order to make the figures more striking as can be seen in 
figure 1.1. In the course of the years, the potters managed to create somewhat larger black 
planes besides mere outlines. For example, black was used to colour the hairstyles of the 
depicted Chinese women. However, the manufacturing of the real Delft black, where the 
entire base colour of the Delft faience is black, as shown in figure 1.2, was so difficult to 
make that it was a rarity. Delft black’s rarity explains why not much is known about it until 
the day of today.  
At the end of the seventeenth century, the city of Delft had over thirty pottery factories. The 
three most prominent factories were De Grieksche A, De Metaale Pot and Het Moraanshooft. 
In addition to their regular production, these three factories also delivered many products to 
order, not only in the Republic but throughout Europe. An example is an order of a Bohemian 
prince of the Lobkowicz von Bilina family, who ordered a multipart crockery set with a 
variety of family crests in the last quarter of the seventeenth century.
14
 It is unknown whether 
there have also been orders for the creation of black faience. It is known, however, that two 
different techniques were used for the creation of Delft black. In one technique a white base 
layer of tin glaze was made, applied to the pottery before the colourful paintings, after which 
it was fired the first time. After the tin glaze was hard-fired, the colours like red, yellow, green 
and black were painted on it, leaving a small space of white between the black and the other 
colours, preventing the colours to melt in each other. An example of Delft black which is 
created using this technique is shown in figure 1.3. The second technique was a bit more 
difficult. The black fond, as the enamel layer is also called, was applied directly to the pottery 
and the colourful glazing is painted directly on the fond as shown in figure 1.2. The use of this 
technique was far riskier because there was a higher probability that the colour would blend 
when the oven was not set at the right temperature.
15
 When looking at the two examples on 
figure 1.2 and figure 1.3, the different result is very well visible. On figure 1.2, no white is 
seen and therefore the other colours are more outstanding. Of both types a few examples are 
known, though from the type on figure 1.2 slightly more. In 1679, the German scientist 
Johann Kunckel (1632/34 - 1703) describes in his writing Ars Vitraria Experimentalis oder 
                                                          
14
 Ibidem, p. 118. 
15
 Vecht 1962, pp. 3-5. 
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Vollkommene Glasmacher Kunst: [Perfect art of glassmaking], how potters can create 
different glaze colours best. Kunckel described how he gained his knowledge during his 
travels and visits to glass blowers, but also during his many experiments which he fully 
carried out by himself. In his tract, Kunckel also described how, in addition to various other 
colours, black glaze could be made best and to what the potters needed to pay attention during 
the baking process. Primarily, the temperature of the hand-fired oven needed to be just right, 
but he also wrote how a potter could add more blue to the fond when he had a brownish result 
in order to get a deeper black colour.
16
 This very extensive tract also shows how great the 
desire was to create black pottery and porcelain. But since the potters were not making pottery 
just for themselves, there must have been a group of consumers that were asking for or even 
collecting this black pottery. 
Source of inspiration for Delft black 
The most named source of inspiration for Delft black pottery is black lacquer, also named by 
art historian Carla de Jonge, who describes in an early but extensive description of Delft black 
how the use of black pottery arises in Delft. As we already saw, De Jonge claimed in 1949 
that at this time, black was being used as a base colour combined with mere green and yellow 
decorations “de herinnering aan de Chineesche goudlak wordt opgeroepen.” [… “the memory 
of the Chinese gold lacquer is being called.”] She thereby does not exclude the possibility that 
copying lacquerware was the reason that the pottery painters chose a black base for their 
decorations.
17
 Fifteen years after De Jonge’s publication, the exhibition Het wondere zwart 
van Delft [The miraculous black of Delft] was organised at the Museum Willet Holthuysen in 
Amsterdam. The catalogue which was created especially for this exhibition also speaks of a 
connection with lacquerware. Art dealer and collector Aäron Vecht wrote in the catalogue’s 
introduction that Delft black pottery was only makeable of the baking oven reached the right 
temperature. He stated that only at this temperature, the black fond resembled the “much 
wanted lacquer black.”18 As mentioned above, indeed the glaze meant to be black changed 
into another colour when the oven did not have the right temperature or when the composition 
of the dyes was not right. Though De Jonge and Vecht do not state whether Delft black 
pottery is explicitly based on Japanese black lacquer, both compare the resemblance. This 
                                                          
16
 J. Kunckel, Ars Vitraria Experimentalis oder Vollkommene Glasmacher Kunst, Frankfurt 1679, pp. 49-65 < 
http://www.deutschestextarchiv.de/book/show/kunckel_glasmacher_1679>  
17
 de Jonge 1947, p. 281. 
18
 Vecht 1962, pp. 1-10. 
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suggests that Delft black pottery might be based on the black lacquerware imported from 
Japan. A more recent source is the overview Delfts aardewerk. Geschiedenis van een 
nationaal product [Delft pottery. A history of a national product], published in 2004. In this 
work, Marion S. van Aken-Fehmers describes by hand of a black heart-shaped flower holder 
how its special black background is inspired by “exotisch ogende voorwerpen van oosters 
porselein met een zwart fond en zwart lakwerk” [“exotic looking objects of eastern porcelain 
with a black fond and black lacquer.”].19 Here, Van Aken-Fehmers not only calls the black 
lacquerware as a source of inspiration for Delft black, but also eastern porcelain with a black 
fond as a possible example for Delft black pottery. An example of such eastern porcelain with 
a black fond is visible in figure 1.4. This Kangxi porcelain was made in the early eighteen 
hundreds and will later on be discussed more extensively and also be compared to the Delft 
black pottery. Art historian Marion van Aken-Fehmers, specialised in Delft pottery, says 
about this black pottery that this “hochglänzend ‘lackierte Porzellan’ zeugt von der 
vorherrschenden Faszination der Farbe Schwarz, einem Modetrend, der den Delfter 
Herestellern nicht entgangen war.” [“high-gloss ‘lacquered porcelain’ testifies the prevalent 
fascination of the colour black, a fashion trend, which was not missed by the Delft 
craftsmen.”]. She explains how Delft black pottery testified to the then prevailing fascination 
for black which prevailed everywhere and anywhere and not escaped the city and the 
craftsmen of Delft. So besides mentioning that Delft black was based on other black items, 
Van Aken-Fehmers also mentions a slight dominant preference for the colour black in the 
seventeenth century.  
Simon de Vries 
The widespread fascination for black that was mentioned by Van Aken-Fehmers is also 
reflected in a source, dating from 1682 written by Simon de Vries (1624-1708). While the 
collecting mania in the Republic increased, the demand for knowledge of the Asian culture 
grew as well. This resulted in an enormous amount of travel logs and other journals, including 
this book from 1682 by De Vries. He started his career as a school teacher in Utrecht and later 
on he dedicated his life to writing. For a long time, little was known about De Vries, but in 
1993 a biography was published, written by Arianne Baggerma, in which she examines 
extensively his so-called compilation bundles. De Vries wrote these multivolume 
compilations by tastefully compiling different stories from different (mostly German) books. 
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He was known for using a third of his book for amusement and self-promotion, hoping this 
would result in a more amused audience and therefore in higher sales.
20
 De Vries uses the 
same technique in his 700-page book about different kinds of rarities from East and West 
India, which he named Curieuze aanmerkingen der bijzonderste oost en west-Indische 
Verwonderens-waardige dingen; Nevens die van China, Afrika, en andere Gewesten des 
Werelds. Bevattende ’t voornaamste van alles, wat ooit nauwkeurig en zeldzaams van deze 
landen [Curious comments on the most special East and West Indien marvelworthy things: 
also those form China, Africa and the other regions of the World. Containing the greatest of 
all, what is specific and rare to these countries]. In this book he elaborately describes 
everything exceptional that can be found in East and West India, probably again by compiling 
many different descriptions. Although he never went to Asia himself, his stories are a good 
representation of what was in circulation and in vogue in his day. For example, he tells about 
the popular Asian lacquer and how it was manufactured in the Republic. He probably adopted 
this from someone else, but comparing his text to other sources, we know his description was 
accurate. He describes how the lacquer coming from the trees is a dark shade of red. De 
lacquer was ground to pulp, melted and then blended with different colours such as red, black, 
green and yellow. De Vries summarizes this painting technique as “in Indiën overtrokken” 
which means that it is coated in the style of the East Indies. All kinds of woodwork, like 
closed-beds, chairs and sofas were coated with this lacquer substance which was rubbed onto 
the furniture. The warmth made it soft and easier to machine. Eventually the furniture was 
polished until shining bright, which was very nice to behold according to De Vries. The 
lacquer trees needed for this process could not be grown in the European climate and 
therefore maintained the exclusivity of the technique and these goods. The most beautiful 
pieces that were manufactured according to the method described by De Vries, would have 
been imported from China
21
, including exotic objects like dressers, tables and schrijfladekens: 
[writing desks]. De Vries states that all these objects will surprise us because of their beauty, 
purity and smoothness, which can only be achieved by this specific lacquer technique. De 
Vries writes that the yellow gold lacquer is the most valued of his kind, and the black was the 
most dignified. In Japan the black lacquer was mostly used, for decorating the houses of 
prominent individuals. Because black is the colour typical for gentlemen, and bestows great 
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honour.
22
 This would mean that black lacquer in Japan during that time, was mostly collected 
in prestigious households, given the fact that the colour black was a colour for gentleman and 
showed a specific grandeur. The black pottery that was made in Delft at the end of the last 
quarter of the seventeenth century and the first quarter of the eighteenth century, fitted very 
well in this trending fascination for the black colour. This fascination, I contend, suggests that 
the black Delft pottery was based not only following the example of black lacquer or black 
Chinese porcelain, but that it was made because of its base colour. Before giving examples for 
this statement we will first have to look how Delft black exactly looks like.  
Various examples of what Delft black exactly looks like 
Looking at the production of Delft black pottery in the approximately fifty years in which 
Delft black was produced, a number of things stand out. Firstly, as mentioned before, only a 
few Delft black objects are known, approximately 60. This rarity is due to the high level of 
skill which was needed to bring the very difficult baking process of black fond to a good 
conclusion, something that only the most accomplished potters occasionally succeeded in. 
Secondly, most of the objects do not have an identifying mark causing indistinctness on its 
maker or the factory in which the pieces were produced. Because of the high degree of 
difficulty in the manufacturing process and the small number of signed pieces, it is possible to 
assess the factories where most pieces were to be made. The signed pieces are from De 
Grieksche A en uit De Metaale Pot. From 1691 onwards, Lambertus van Eenhoorn (1651-
1721) was the head of De Metaale Pot factory. Many Delft black pieces are branded with his 
initials. Van Eenhoorn was one of the best potters of his time, which is also evident from the 
fact that he created much Delft black with an all-black background (Fig. 1.2). As mentioned 
before, this technique was much more difficult than the technique by which a layer of white 
tin-glaze was fired on the pottery. De Grieksche A applied the previously mentioned ‘easy’ 
technique (Fig. 1.3). Van Aken-Fehmers says about this last kind that it lacks ‘exotic flair’ 
which the black lacquerware and porcelain did possess and that she, therefore, will not discuss 
this simpler type any further.
23
 This last point is an important one which indicates how well 
the idea prevails that Delft black pottery is made to resemble something, namely black 
Japanese lacquerware and black Chinese porcelain, while Delft black has been made which is 
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not directly similar to one of these two examples. Both types of Delft blue have in common 
that black is the main colour of the earthenware objects. Despite of all difficulties, high costs 
and very high probability of failure, there are several factories and Delft potters which have 
tried to make Delft blue pottery with a deep black base colour. It seems that in the seventeenth 
century the colour black comes into fashion, an idea which is reinforced by a book written by 
Simon de Vries in 1682. 
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II. Black coloured possessions 
Several sources of the seventeenth century mention the fascination for the colour black as 
mentioned and shown above. Like the rest of Europe, the Dutch Republic was trying to 
achieve that same intense dark shade of black when colouring fabrics.
24
 With the 
establishment of the Dutch East India Company in 1602 and the direct trade between the 
Republic and Asia, the Republic encountered different exotic materials, pigments and 
techniques, such as lacquer, porcelain, bright colours, but also the colour black, and using 
these pigments to dye fabrics. The craftsmen in Asia knew how to colour different materials 
black, including fabric and porcelain. As Simon de Vries described in 1682, black was seen as 
a gentleman’s colour, because the black lacquer was used to decorate the households of 
prominent persons. Could it be possible that the colour black, both in the Republic and in 
Japan, complemented each other and that the preference for this colour on both continents 
became the source of inspiration for plateelbakkers in Delft to start manufacturing Delft black 
pottery?  
In order to answer this question, a closer look will be taken at the material culture during the 
time Delft black was manufactured and in its increase in the seventeenth century. Historian 
Giorgio Riello, specialized in the material culture of the early modern world, explains this 
concept as “objects possessed by an individual”.25 Descriptions and inventories of household 
contents are an important source within this research. These kinds of descriptions could have 
been formed in the context of a marriage, bankruptcy or death. The purpose of the 
descriptions can vary, but this system, to make a fair division of money or objects between 
heirs, has been used for ages. Partially because of these lists, it is possible to gain insight into 
the movable and unmovable assets that are – or were – in possession of a person, house or 
company.
26
 However, to fully comprehend these kinds of descriptions or inventories, one 
must keep in mind that the way of describing a household content can vary and that the terms 
can be used in different and sometimes even wrong ways. For example, a Japanese lacquer 
cabinet could be described as ‘Indian’, ‘Japanese’, ‘Chinese’ or ‘East Asian’. Also, the known 
inventories do not always give a complete overview of the moving assets that were placed in 
the different rooms of a house. Although this impedes a precise research, it certainly is 
possible to gain insight in the interior trends during the time Delft black pottery was 
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manufactured. To be absolutely sure we are looking at the prevailing trends of that period, we 
are particularly looking at the inventories of members of the Dutch Royal Family. Being the 
rich, prominent persons they were, they had a large social network with access to the latest 
trends of their time. For example, the Royal Family followed the fashion in France 
conscientiously and even remodeled their homes after the Royal French trends, which among 
other things meant that each inhabitant of the palaces was given their own appartement. An 
appartement, consisting of different private rooms referred to as cabinet, petit cabinet and 
garderobe. These private rooms were for example used as a bedroom and writing cabinet. 
Besides these main functions, they also had a social function because they were meant to 
receive prominent visitors. This is the reason that these appartements often were the most 
decorated quarters in a palace. Another reason for using the inventories of The Royal Family 
is because they kept a very detailed overview of their inventory. The lists that remain are 
therefore a great useable source for understanding the collection of possessions in the 
Republic at this time. Before investigating the Royal inventories there will first be a 
description of the two aforementioned sources of inspiration of Delft black, namely black 
Chinese porcelain and black Japanese lacquerware. Secondly, the use of ebony, as the most 
mentioned black material written down in the inventories will be examined further. 
The two so called inspirations for Delft black pottery: porcelain and lacquerware. 
Since a couple of years, the black Chinese porcelain is also seen as one of the sources of 
inspiration for the Delft black pottery. The tradition and knowledge of making black pottery 
in China, dates back to about 1200-800 B.C. From these so-called late Shang and early 
Western Zhou periods, the first examples are known. Back then, among other colourings, 
wood-ash was used to give the pottery a black layer. Because of the absence of other colours, 
objects had a solid black colour. Decorating this black pottery finds its origin in the Song 
Dynasty (960-1279). For example, the pottery was decorated by making patterns in the black 
fond as can be seen in figure 2.1. There are some rare examples of black pottery, decorated 
with gold, but over the years, the gold often faded away. Art historian Linda Rosenfield 
Shulsky explains how the black surface, reflects these expensive and much appreciated golden 
details.
27
 In the centuries that followed, in China a lot of experiments were done with various 
colours on a black surface. These experiments finally succeeded in the Kangxi period (1662-
1722) because Chinese potters found the appropriate clay and glazes. For manufacturing the 
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black enamel, a translucent green enamel was painted onto a black-brown enamel which 
contained manganese and iron, which produced a black effect as shown before in figure 1.4.
28
 
As shown, this latter example is decorated much more extensively than the aforementioned 
Chinese examples, which shows the development of Chinese porcelain art. However, it is not 
possible to state that objects looking like the jar on figure 1.4 has served as a source of 
inspiration for the Delft pottery black. The problem with this black Kangxi pieces, is that 
there is no exact manufacturing date known. As far as is known, all these examples dated to 
about 1700 or first quarter of the 18th century. This while the Delft black has been made in 
the last years of the seventeenth century. There might be examples of earlier produced black 
Kangxi porcelain, but probably not enough to state that they were the inspiration for making 
black pottery in Delft. 
More widely known in Europe than the black Chinese porcelain was the black Japanese 
lacquerware which was imported into the Republic by the Dutch East India Company. 
Although Japanese lacquerware was manufactured in different colours, such as red and green, 
the black version is best known nowadays. Of all the Asian lacquer types, the Japanese one 
was the most famous for its great quality. Lacquer was made out of juice from the oriental 
lacquer tree, the rhus verniciflua, a type that, due to the climate, could not be grown in 
Europe. Therefore, it was not possible to import lacquer trees and produce lacquer at home. 
At the time, many joiners and cabinet makers did try to replace the juice of the lacquer tree 
with, for example, linseed oil, a black pigment such as carbon or ash, or a small amount of 
copper oxide. The latter was an attempt to fasten the solidification process of the emulsion. 
However, it appeared to be very difficult to mix the different components into a coherent 
emulsion and the copper oxide did not have the intended effect.
29
 The result was a low quality 
lacquer and the Asian lacquer remained the most valued, refined and costly lacquer available 
in Europe. Japan almost fully lived up to the demand, by fabricating a lacquer especially for 
export – something a century before was done for the Portuguese as well, when Portugal had 
the largest naval power – which meant the Republic could live up to the demand for typical 
Dutch lacquer furniture, such as comptoirs and cabinets.  
At the beginning of the seventeenth century the so called namban lacquer, which was also 
popular in Portugal, became a popular decoration amongst the nobility of the Republic. 
Namban lacquer was known for its rich copper and mother-of-pearl decoration. (Fig. 2.2 ) The 
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costliness of the lacquer at that time is shown by its high price: “The cheapest coffer 
purchased in Japan in 1614 cost 6.6 guilders. A nest of six coffers cost 217.5 guilders in 1616. 
To put this into context: Jacques Specx, the first head of the Dutch factory on Hirado, earned 
a monthly salary of 54 guilders.”30 Through the years, the preference shifted from namban to 
the so called pictorial style, a style that was adapted to the wishes and demands of the 
Republic. Professor Christiaan Jörg describes how the Dutch East India Company could even 
be behind this change of style, for the reason that the pictorial style better met the demand of 
the Dutch market.
31
 However, lacquer was not imported on a very large scale, due to the fact 
that large objects had high cost prices and were not as profitable as, for example, the smaller 
imported Chinese porcelains. Therefore, the larger part of the lacquer found in the Dutch 
Republic, had been imported by private trade or private import.
32
 That lacquer was still in 
vogue at the end of the seventeenth century, can be established by a book published in 1688, 
in which the two writers explain how people could do their own lacquering, called Japanning. 
An activity that was very popular, especially amongst wealthy ladies.
33
  
Ebony 
In the Republic of the seventeenth century, the upper class, which became mostly rich 
because of the establishment of the Dutch East India Company, not only gained access to 
materials, as porcelain and lacquer, but also to new woods such as the intense dark, almost 
black ebony. Before ebony furniture became popular, the furniture pieces of this exotic 
material were sold in Spain, France and the Southern parts of the Netherlands. For almost a 
century, Spain had been trading with Asia and therefore used different types of exotic wood 
from the beginning. The trend slowly carried from Spain on to the middle of Europe, where 
mostly joiners from the Southern parts of the Netherlands made beautiful pieces of the exotic 
wood. Ebony is a very hard wood and could only be used by specialized joiners, which made 
the working process very expensive. For that reason, furniture made of ebony was almost 
exclusively made for courts, such as in France and Spain. These courts had a great influence 
on the rest of the European elite. 
Until the beginning of the seventeenth century, the furniture showpieces in the Republic were 
mostly made of oak wood. However, with the rise of the Dutch East India Company the 
Republic also gained access to tropical wood types, including ebony. This type was widely 
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used in Asia, because of its quality to endure a warm and humid climate. The elite that came 
from the Dutch Republic to the Far East for a short or sometimes even permanent residency, 
quickly discovered that their beloved oak wood did not have this quality. Therefore, the elite 
members changed to furniture made of ebony. One of them was Willem van Outshoorn 
(1635-1720). Van Outshoorn was the governor-general of the Dutch East India Company and 
was established in the Dutch East Indies. His country house in Batavia contained a wide 
collection of furniture, which clearly showed a cross-pollination of styles. His inventory 
shows that his house was filled with typical European furniture made of Asian materials, such 
as cabinets and cases made of ebony. In the description of one of the many rooms, almost 
every mentioned furniture piece is made of ebony. There were also six Chinese lacquer chairs, 
two lacquer buffet tables, fourteen spittoon holders made of the spotted Amboina wood and 
four lacquer spittoons. Looking at the different types of wood, ebony obviously was the 
dominant one. According to the inventory, there were also a lot of cushions on the chairs and 
sofas, which added some accents to the dark, ebony furniture.
34
 For important people, such as 
Van Outshoorn, it was common to ship these kinds of exotic goods to the Republic, for 
example as a gift to family. But notables, such as Dutch governors that were temporarily 
placed in the East Indies, also could take objects like this with them when they returned home. 
Private imports like these latter examples, were actually the greatest source regarding the 
import of ebony and lacquer furniture.
35
 Among other things, the tropical wood types that can 
be found in the inventory list of Van Outshoorn, were together with other exotic products 
shipped to Europe. At first these wood types were mostly used to decorate the European oak 
wood furniture which created a contrast between the two materials, as done on the cabinet on 
figure 2.3. However, quickly after the import of tropical wood types increased, it became 
fashionable to completely coat the oak wood furniture with the intense dark ebony. This way, 
pieces made in the Republic gained a fashionable exotic appearance.
36
 The cabinet on Figure 
2.4 is almost certainly made by Herman Doomer, a Dutch joiner from the first half of the 
seventeenth century. Reinier Baarsen, specialized in the Dutch furniture that was made in the 
seventeenth, eighteenth and nineteenth centuries, explained in a reading how much thought 
was given to the design of the cabinet made by Doomer. He explained how the design aimed 
to create reflections and contrasts, which Doomer created with turned pillars and so called 
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robbellijsten as shown around the panes. The turned pillars as well as the robbellijsten were 
capable of reflecting the light in different directions. Doomer also created a large contrast 
between the blackish wood and the mother-of-pearl decoration, used for depicting flowers and 
tendrils.
37
 These mother-of-pearl figures were made by the so-called paarlemoersnijders 
(Dutch for artisans who were cutting mother-of-pearl), but there was a great variety of 
materials that could also be used to decorate the dark ebony, such as silver-thread, gold, turtle 
shell, paintings and even embroidery. The used materials and the extensive decorating process 
made these pieces precious and exclusive. During the seventeenth century the popularity of 
ebony grew, as well as its import. France remained the main influencer, even concerning this 
fashion in furniture. The fact that the French word for joiner (menuisier) was replaced by 
ébénistes [ebony woodworkers], a word that actually is still used in France, shows the French 
love for the material.
38
 The many inventories, such as the one of Van Outshoorn, show that it 
was custom for the Dutch who settled in the Dutch-Indies, to use the indigenous ebony for 
making furniture. Because of the fact that exotic things like lacquerware and woods such as 
ebony became fashionable, they became more and more common in the households of the 
richest people such as the Dutch Royal Family. 
Frederik Hendrik van Oranje and Amalia van Solms 
A very extensive inventory of a collection is the one dated 1632 from the Noordeinde Palace, 
then named the Oude Hof (Old Court) that had been redecorated a few years earlier.
39
 At the 
time, the palace was inhabited by Frederik Hendrik van Oranje (1584-1647) and Amalia van 
Solms (1603-1675). The inventory shows a large variety of furniture, both older pieces from 
Spain as well as the fashionable furniture. An example of this exotic fashion is a cabinet from 
the garderobe from Frederik Hendrik, which he had in use as a jewellery cabinet. The piece 
was made of snake wood, an expensive wood type that was very scarce and special for its 
snakeskin pattern. The snake wood was decorated with ebony and provided with golden 
handles. The cabinet stood on a gilded rectangular table, which had a red lacquered surface. 
All of this made the cabinet even more special.
40
 In his cabinet two larger cabinets were 
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placed. One of them was made of ebony and decorated with red wood, the other cabinet was 
made of a combination of snake wood and ebony, decorated with golden stripes and handles. 
The latter was placed on a four-legged chassis, gilded and covered with red Russian leather 
and ribbon.
41
 In the petit garderobe of Amalia van Solms stood a closet covered with black 
leather. Inside stood a cabinet made of ebony, embellished with gold- and silver thread 
embroidery.
42
 In the ‘new room’ of Van Solms, as it was called after the extensive renovation 
of Noordeinde Palace in 1640, stood her jewellery cabinet, made of marble and ebony, placed 
on a gilded chassis. Also present in that room was a writing cabinet, made of so-called 
“Indiaens hout” [“Indian wood”]. The interior was lined with nagelhout and rosewood with a 
gilded lock.
43
 In the cabinet and around the chimney of the gallery, a lot of exotic objects 
were placed, including one Japanese cabinet, decorated with mother-of-pearl and golden 
foliage, and two other cabinets, of which one was made of ebony. There was also a small 
Japanese case decorated with mother-of-pearl and gilded with golden foliage, a Japanese 
gilded box, two other pieces of furniture that were made of ebony, a square Japanese desk 
embellished with mother-of-pearl and golden foliage, a cabinet of snake wood, ebony and 
marblewood and more small Japanese cases and boxes, all embellished with mother-of-pearl 
and gold.
44
 In another garderobe stood a Chinese cabinet, gilded and decorated with flowers, 
with a gilded trestle.
45
 In the room of mademoiselle d’Orange, who was the eldest daughter of 
Frederik Hendrik and Amalia van Solms, a Indian toevouwend scherm was placed.
46
 By this 
probably was meant a folding screen, made of lacquer, which was very special for its time. A 
few decades later they were found more often, for example at Henriëtte Amalia, 
granddaughter of Frederik Hendrik and Amalia van Solms. Her lacquer folding screen will be 
described in more detail below, in the description of her inventory. In another cabinet of Van 
Solms even more Japanese and ebony furniture can be found. The inventory also shows that 
almost every framed object, like mirrors, paintings, but also crucifixes, had an ebony frame.
47
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Even in the following decades, different inventories of and stories about the household of 
Amalia van Solms show her love for lacquer. We know, for example, that in 1640 Amalia van 
Solms ordered a lacquer balustrade for her bedroom in the palace Huis ten Bosch. As 
mentioned before, at the time the bedroom of Royals was a highly official room for receiving 
the most important visitors. The wooden frame of the balustrade was shipped from the 
Republic to Japan, to be lacquered for the converted price of no less than 2.314,14 guilders, 
which was a very high amount.
48
 Furthermore, the balustrade stood in one of the most 
prominent places of the house, which shows it was used a showpiece. Between 1654 and 1668 
Van Solms had made an inventory of all her possessions. This inventory shows Van Solms 
not only had Southern Dutch and German cabinets made of ebony, but also many East Asian, 
and particularly Japanese lacquer furniture. In this specific case, the inventory was not 
ordered by room, but ordered by costliness, so the costliest pieces were on top of the list. The 
first chapter contains an inventory of the present jewellery, the second chapter contains gold 
work, the next one contains gilded silver, the one after that her Royal toiletries. These 
toiletries were made of precious metals and were followed by silverwork and porcelain. Five 
chapters later the diverse fine splendours are being discussed, followed by the lacquer pieces. 
Only many chapters later, the other furniture pieces were mentioned. The way the pieces in 
this inventory were ordered, shows the preferred position of lacquer, but also of porcelain at 
the time. Amongst the diverse fine splendours, there were many lacquer cabinets, cases, 
boxes, as well as ebony furniture pieces. Specifically mentioned in the inventory is the 
lacquer kept at the concierge of the old court in Noordeinde Palace, including four lacquer 
cabinets, five lacquer suitcases, a lacquer case, a few lacquer boxes, bins and plates.
49
 A note 
written above the list, mentions that most of the larger objects were taken apart and reused to 
decorate the walls of the petit cabinet in the Huis ten Bosch palace, resulting in an, at the time, 
well-known and stylish lacquer room. For example, in 1677 visitors described the room as 
extravagant. Today it still is one of the eldest lacquer ornate rooms in the world.
50
 This 
inventory shows the importance assigned to black coloured items, across different materials, 
such as wood and lacquer. 
Henriëtte Amalia van Anhalt 
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After the marriage of the aforementioned Henriëtte Amalia van Anhalt (1666-1726) and 
Hendrik Casimir, governor of Friesland, another inventory list was set up. This list included a 
twelve-door folding screen of Chinese lacquer, an object she would use later on for the 
panelling of her own lacquer cabinet in her country estate Oranienstein. The use of lacquer 
objects for panelling is mentioned before in the inventories of the grandmother of Henriëtte 
Amalia after who she was named. However, the difference with the lacquer room of her 
grandmother Amalia van Solms, was the use of already existing larger lacquer panels that 
were part of the folding screen, instead of using smaller lacquer panels from, for example, 
suitcases. This shows that more large lacquer objects were available at that time. The panels 
were used as wall covering for an East Indian porcelain cabinet, where she displayed her 
collection of porcelain and other small lacquer objects.
51
 Also in subsequent inventories from 
the country estate Oranienstein, many lacquer objects occur. For example, the inventory of 
personal property of Henriette Amalia shows she had made an inventory of her possessions at 
the court of Leeuwarden in 1688. A separate section was devoted to her collections of lacquer. 
She mentions twenty pieces of lacquer she possessed, including three lacquer folding screens, 
each one consisting of no less than twelve panels. According to the description, she also 
possessed two more Japanese lacquer folding screens, a few cabinets and some lacquer 
collectables, such as boxes and pots. This shows there clearly was a fashion for using black-
based objects in the home. 
A few decades later, dated September 27 in 1702, another inventory of the Noordeinde Palace 
was made, following the death of Willem III. After his death, different objects were left to 
King Frederick I of Prussia, for whom an inventory was made. At that moment, Noordeinde 
Palace was not occupied, but a month before the inventory was drawn up, it was used as a 
guest residency for the King, on condition of princess Henriëtte Amalia herself that the palace 
would stay exactly the same. The king, however, thought the palace really needed a brush up 
by stating the decay had already started.
52
 From these statements we can derive the fact that 
Noordeinde Palace was not in a good condition, probably due to the fact it had not been used 
for a while. The inventory also shows that the rooms are not as filled up as they were in the 
aforementioned inventories from 1632 and 1654-1668: the amount of lacquer and ebony 
furniture in the rooms mentioned earlier, could hardly or not at all be found in the lists. 
Remaining are some ebony objects. According to the inventory, the present objects were 
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stored in so called meubelsolders [furniture attics]. In one of these attics stood a Indian six-
door folding screen
53
 that, because of the word Indian, probably was a lacquer object. In the 
library of the Oude Hof stood a square black case, filled with golden objects. Its content 
shows the importance of this black case. Both lacquer cases and black cases were more often 
used to store costly objects, such as gold and jewellery. Also present in the library, were a few 
other noteworthy furniture pieces, including a black-covered cabinet.
54
 Because of 
aforementioned inventories we know that the words ‘black covered’ in this case means 
lacquered. This lacquered cabinet was used as a porcelain cabinet, filled with exotic pieces 
and materials, including amber and red teapots. This room was probably decorated after the 
wishes of Henriëtte Amalia.
55
    
Worth mentioning is the fact that the inventories of the Dutch Royal Family show an upward 
tendency regarding the amount of lacquer and ebony objects collected during the seventeenth 
and early eighteenth century. The inventories dated from the beginning of the seventeenth 
century only mention a few boxes, small cabinets and tables, as opposed to the inventories 
from the end of that century, which mention large cabinets and even entire chambers covered 
with lacquer. First of all, this could very well be explained by the growing trade by the Dutch 
East India Company, which culminated halfway through the eighteenth century. But also 
fashion trends, the need for exclusivity and the growing private trade, could have had a part in 
this. The possession of exotic objects was a sign of wealth and knowledge of the world. 
Anyone who could, wanted to live up to this ideal image. Second of all, the interior 
descriptions show that Japanese lacquer could mostly be found in the so-called appartements, 
which were the more private rooms of the female members of the Royal Family. It shows how 
much the Japanese lacquer was appreciated. Although ebony was seen as a little less 
exclusive, furniture pieces made of this wood type were still exclusive enough to be placed in 
the best chambers of the house, and treated as such. Besides, the ebony furniture was often 
placed in combination with lacquer. Something else noticeable, when we look at the 
description of the objects, is how they are almost all designed to reflect light or made of 
different contrasting materials. Initially, the ebony was used as inlay material for the light-
coloured oak wood, but over time, it evolved into the main material by completely veneering 
the oak wood pieces. Soon entire pieces of furniture were made of ebony and shipped to the 
Republic. Also unprocessed ebony was imported and again mostly used in combination with 
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other, expensive and contrasting materials. Compared to the lacquer, this material too was 
often used in combination with contrasting inlay work. For example, the Namban 
lacquerware, which was very popular in Europe at the beginning of the seventeenth century, 
was inlayed with mother-of-pearl, which created a nice contrast against the black background. 
Later on, the combination of mother-of-pearl with black lacquer became somewhat outdated 
and the demand for black lacquer in combination with a golden marquetry increased. But also 
other expensive materials, such as marble, choral, turtle and all kinds of wood, including 
snake wood and Amboyna wood, were used to decorate the lacquer. Paintings or embroidery 
were used as decoration too. When used on cabinets, for example the door panels could be 
decorated. Regarding the question if Japan and the Republic complemented each other in their 
love for black, a definite answer cannot yet be given. However, the inventories of the 
mentioned furniture show how Japan and the Republic did complement each other, by giving 
Dutch models, such as desks and cabinets, an Asian look, with the use of materials such as 
ebony and lacquer with a golden or mother-of-pearl lay in. Although there cannot be a 
conclusion yet about whether or not Japan and the Republic complemented each other, in the 
examples known and the descriptions within the inventories, there seems to be a certain 
fascination for the combining of different materials and creating contrasting combinations 
within furniture. This can also be a reason why the colour black was chosen as basis for Delft 
pottery in the end of the seventeenth century. For more detailed research into this idea, 
another comprehensive source of this period, namely Dutch paintings, should also be taken 
into consideration. 
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III. Black possessions captured in paint 
As mentioned before, interior inventories form together a great resource to examine the 
development of people’s possessions and their importance or exclusivity. Next to these 
inventories, other sources exist, such as paintings, which can tell us more about the prevailing 
material culture. The Dutch Golden Age is not only known for its overseas trade and 
economic welfare, but also for the large number of paintings that was made. There was a very 
large production of portraits and still-life paintings, as well as the new movement of genre 
painting. Also more attention was given to the employment of light and shadow in paintings, 
with painter Rembrandt van Rijn (1606–1669) as a pioneer. The fast growth of the 
bourgeoisie meant an equal growth in the demand for portraits. 
The many portraits, interior pieces and still-life paintings, depicting different types of clothing 
and objects, make it possible to look into the fashion of that specific period. However, the 
downside of paintings, is that they do not always give a realistic rendition of the truth. For 
example, interior pieces are known for often showing what the painters were capable of, and 
not necessarily for showing the truth. This phenomenon has led to different researches, such 
as the research done by social and economic historian Thera Wijsenbeek-Olthuis. She 
examined the utility of genre paintings, dated from the mid seventeenth century and 
concluded that artists often exaggerated both the amount and the popularity of special objects, 
such as Turkish tapestry and the earlier mentioned display beds. According to sources such as 
the aforementioned inventories, objects such as Chinese porcelain and silver, were more 
common in households. However, those can barely be found depicted on interior pieces. 
Wijsenbeek-Olthuis also tells us how the interiors are depicted much lighter than actually 
possible. Art historian C.W. Fock concludes the same in her research on the reliability of 
interior pieces. This research, published in 1998, also answers the question on how truthful 
the Dutch interior pieces from the seventeenth century were. In order to answer this question, 
Fock compared genre paintings, inventories, travel descriptions and other written sources. Her 
research concludes that the depicted interiors can differ a lot from the reality. One of the 
examples mentioned in her research, also is the marble floor, which could regularly. However, 
according to written sources, they rarely occurred. If the floors were mentioned indeed, it 
would only be in the descriptions of one of the rooms, and, in most cases, specifically in the 
description of the porch or the hallway. The floor would often have a plain, or, just 
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sometimes, a two-coloured pattern.
56
 Nonetheless, the interior pieces let us think, that marble 
floors were a common part of a chamber of rich people’s houses, and that a lot of them had a 
multi-coloured and complex pattern. The same applies to Turkish tapestry and copper 
chandeliers. According to Fock, there are different reasons behind the use of these kinds of 
objects in interior pieces. For example, painting stone floors is a technique which creates a lot 
of depth in paintings. Especially when creating detailed and various patterns, and using 
several colours. Also, by painting Turkish tapestry and copper chandeliers, painters could 
show their skills and materiality.
57
 Something that, especially for genre painters, raised their 
status and was an assurance to be commissioned more often. We should absolutely keep in 
mind how the interior pieces of the seventeenth and eighteenth century were not always the 
property of a commissioner. However, we could be sure of the fact that the people depicted on 
the paintings, mostly were portrayed with objects of their preferences, which shows us the 
objects that were in fashion in the upper class at that time. On the basis of portraits and 
interior pieces, manufactured between 1675 and 1725, a closer look will be taken at the status 
of the colour black, as it appears in both clothing and interior, to see if it can lend further 
credence to the idea that the desirability of the colour black in interior decorations explains 
the existence of black Delftware. 
Portraits and clothing 
With a growing middle class and elite during the seventeenth century, the demand for portrait 
paintings grew equally. The painting of portraits became one of the most important tools to 
show and raise someone’s social status. Not only individual portraits were painted, also 
family- and group portraits of, for example, boards or associations became popular. A well-
known example is De Anatomische les van Dr Nicolaes Tulp [The Anatomy lesson of Dr. 
Nicolaes Tulp], painted in 1632 by Rembrandt van Rijn (1606-1669) (Fig. 3.1). When 
thinking of Dutch portraits from the Golden Age, as for clothing, one will probably 
immediately think of the typical black costumes and big white collars as shown on figure 3.2. 
The black clothing, in which the Dutch preferred to be depicted during the Golden Era, is 
often seen as typically Dutch and associated with Calvinism
58
. However, when comparing 
these portraits with the fashion of the surrounding countries, it is clear that it is not typically 
Dutch and therefore cannot per se be associated with Calvinism. Black clothing was often 
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decorated with, for example, white lace, pearls and silk, details that did not match the sober 
Calvinist tradition.
59
 Rudi Ekkart and Quentin Buvelot are both art historians and specialized 
in Dutch portraits. They call this contradiction between black and white, sober, as well as 
exciting, and very characteristic for Dutch portraits from the seventeenth century.
60
 Besides 
the fact that black fabrics could very well be decorated, it was a very rare colour too. Until the 
discovery of the New World, the only material in Europe to create an even and intense shade 
of black when dying fabrics, was oak apple, which had to be imported from the Middle East 
or Northern Africa. This, as well as the large amount needed for just a small amount of 
colouring matter, made the process extremely costly. Consequently, it almost was not done at 
all. The few who could afford the expensive black fabrics, were the extremely wealthy kings 
and noblemen.
61
 When Spain encountered the New World and thus gained more access to 
black colouring matters, the trend of black fashion emerged in the court of Spain. The court of 
France followed its example and, not much later, also the ‘court’ of the Dutch Republic in 
The Hague did, followed by the elite of the other larger cities of the Republic. Examples can 
be found in the portraits painted by Michiel van Mierevelt (1567-1641). Van Mierevelt was 
one of the first portrait painters of Holland. He portrayed numerous prominent individuals, of 
which many were dressed in the typical black clothing, for example, the very prominent 
Theodora van Duvenvoorde in 1620 (Fig. 3.3). Van Duvenvoorde got married in 1603 to 
Albrecht van Beieren van Schagen, who had one of the highest positions in the government in 
the northern provinces of the Republic. This portrait dates from early in the seventeenth 
century when the black clothes were still extremely rare and an exclusivity.  
As aforementioned, France was a pioneer in fashion, on the field of the domestic interior and, 
later on, in clothing. During the first quarter of the seventeenth century, the small upper class 
of the Dutch Republic preferred its over-clothing to be black and brown. With the growing 
economy, and the correlated growth of the elite, more people could afford the expensive black 
fabric, and wore it willingly, to express their new-gained wealth. During the first half of the 
seventeenth century, the upper class of the Republic preferred black and brown clothing, 
contrary to the southern countries of Europe. It was mainly the women in France and Spain 
who wore colourful clothing, preferably combined with a black item, such as a petticoat. The 
black of the petticoat brought out the other colours.
62
 This contradiction of colours seemed to 
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be important and is something that was also in fashion when it came to furniture, as we 
already saw in the discussion of the inventories. Over the course of the seventeenth century, 
the general preference in the Republic shifted from black clothing to colourful clothing, 
following the French fashion trend and also visible when portraits of the seventeenth century 
are compared as shortly will be done later on. Art historian Marieke de Winkel writes how 
black became a dominant colour, concerning clothing from the upper class. De Winkel is 
specialized in clothing depicted on portraits from the seventeenth century. She explains that, 
for a long time, black clothing was exclusively worn by “professional men, ecclesiastics and 
magistrates”, and how it would have stated “a simple kind of chic, seriousness, religiosity or 
restrained sobriety.”63 Black clothing was a sign of wealth, since the process of blackening the 
fabric was long and difficult, which made the fabric very expensive. But with the arrival of 
exotic colourings such as indigo, the dying of fabrics in the black colour became a little bit 
easier. The upper class, mostly consisting of wealthy merchants, liked to be portrayed in black 
clothing and, thereby show their wealth. Moreover, a merchant could not look to extravagant: 
which could be associated with frivolous and extravagant behaviour, which made him seem 
less serious and reliable. Therefore, it was common for wealthy merchants to wear 
conservative and dark coloured clothing.
64
 In the second quarter of the seventeenth century, it 
became fashionable for the French elite to only wear black on formal occasions. This trend 
lasted until, at least, the end of this century, as Antoine Furetière wrote in 1690 in his book 
Dictionnaire universel. However, it was a requirement to wear black silk, since this specific 
fabric was suitable for the elite. This somewhat changed the appeal of black clothing, because, 
instead of mere luxury, it now also showed formality.
65
 One of the reasons was that from the 
second quarter of the seventeenth century, the Europeans followed the French fashion in 
clothing and started to wear the light-coloured Asian fabrics such as calicoes and chintzes. 
These exotic looking fabrics, in combination with a large amount of jewellery, were also seen 
as a status symbol, and over the years, they became the new, admittedly informal, fashion 
trend. This can also be seen in the portrait tradition and its development. At the beginning of 
the seventeenth century, both man and women of the upper class, were almost always 
portrayed in black as was mentioned above. However, over the course of the century, men 
started to wear black and women started to wear coloured cloaks.
66
 This change of dress code 
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can also be seen in the new kind of portrait that emerged: the family portrait. This new kind 
was often painted in a less formal setting than the individual portraits. The family portraits 
show both women and children, depicted in generously coloured clothing. The men, however, 
are often still depicted in black, the reason was that at the time men had a stricter dress code 
than women.
67
 Moreover, portrait painters could not deviate too much from the prevailing 
fashion, since its commissioners wanted to be depicted fashionably. Although imported 
colourful clothing could not be excluded from society anymore, black clothing still remained 
popular. In the Republic, women continued to wear a black outerwear to official occasions.
68
 
This difference can also be found when comparing a formal portrait (Fig. 3.4) with an 
informal portrait (Fig. 3.5), showing how fashion, as for clothing, was subject to both 
imported products and trendsetter France. At the beginning of the seventeenth century, black 
was a rarity, but, with the growth of the upper class, it is gradually seen more often. However, 
like in France, people became more interested in the new colourful fabrics, which, at first, 
were only used for women’s petticoats, but later on, also for the overskirt. Still, black 
remained the colour worn to formal occasions. The upcoming coloured fabrics, did not change 
the fact that black was a colour only worn by wealthy people on important occasions. There 
could even be concluded that black clothing stayed the most formal colour in clothing, even 
though the fact that new colours entered the Dutch market, which because of its novelty could 
have easily made black clothing unfashionable. So for clothing, black stayed the most 
preferable colour.  
Interior pieces and furniture 
As aforementioned, in the seventeenth century, objects made of lacquer were extremely 
expensive and therefore rare, which made them real show-pieces. As the inventories already 
showed, these objects were placed in the most important rooms of a house. Over the course of 
the century, the development of portraits shows us that the person depicted on the portrait, 
wore his best and often most fashionable clothing. He or she was also often portrayed with his 
or her signature objects, which could refer to his or her profession, interests or wealth.  
One of the ways of showing one’s possession, was often by interior pieces. It does not happen 
often that a lacquer object is shown in a painting. Not only because of its rareness, but also 
because of its black colour. When a small cabinet was painted, it was important to let it stand 
                                                          
67
 Groeneweg 1995, p. 230. 
68
 Ibidem, p. 228. 
 
36 
 
out and therefore let it be richly decorated with, for example, gold or different inlay 
materials.
69
 There are not many examples which show lacquer on a painting, dated from the 
beginning of the seventeenth century. The few examples that are known were made in 
Antwerp, including the painted still-life of Osias Beert (1580-1624) as can be seen on figure 
3.6. This still-life dated from 1610, shows how the painter wanted to make every object stand 
out. Everything in the painting is equally important, including the porcelain, glass, oysters and 
other delicacies. On the right, we see a small European imitation lacquer bowl.
70
 This small 
bowl has a typical shape and is therefore recognizable in other works of Beert.
71
 A few years 
later, in 1618, also Jan Brueghel de Oudere (1568-1625) painted a still life, depicting a small 
lacquer box (Fig. 3.7). Amongst all the flowers, gold, gemstones and pearls, on the right side 
we see a little three-coloured lacquer box. The box is opened, which makes its black interior 
very suitable for emphasizing the materials inside of it. As one can see, the materials in the 
box are much more noticeable than the ones against the lighter table. This, as well as the 
exclusivity of the lacquer, which fits in perfectly with the other objects, would probably have 
been the reason for painting the lacquer, and choosing the black inside of the box as the 
background of the valuables.
72
 This is one of the most characteristic examples, of which there 
are relatively few. Lacquer rarely occurred in paintings in the first half of the seventeenth 
century. At most in still-lives but even in this type of painting it is rare.  
As of the second half of the seventeenth century, we see a slight increase in the use of lacquer 
in paintings, for example in the painting of Simon Renard de Saint-André (1613-1677), which 
he made around 1650 (Fig. 3.8). This still-life, in which we see different Asian objects, would 
be considered as a Vanitas still-life which is often recognizable by a few characteristic 
objects, such as a skull, candle, clock or hourglass.
73
 However, in this painting, those 
characteristics are absent, which almost makes it more of an ‘exotic still-life’ because almost 
everything in this still life refers to the discovery of the world: sea shells, antique statues, a 
compass, a scale and a small lacquer box. The lacquer box is also a reference to worldly 
wisdom. In the aforementioned examples, the lacquer bowls are painted against a lighter 
background, such as a table. However, in this still-life, the lacquer has been painted against a 
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dark background, which makes the use of the many golden details very much needed: without 
them, the lacquer would not stand out as much as it does now. 
Frans van Mieris (1635-1681), who was known for his incredibly refined painting, also 
painted a little lacquer box in one of his paintings (Fig. 3.9). In contrast to the earlier 
mentioned painters, Van Mieris mostly painted scenes from daily life, and the lives of the 
upper class. This painting shows the portrait of a young woman stringing pearls. At that time, 
pearls were seen as exotic and typically Asian. Different from the earlier described still lives, 
this painting is mostly about the person depicted in the painting. Therefore, at first, the 
attention will be drawn to the face and the bright white collar of the unknown woman in the 
painting, and second, by her stringing hands, which Van Mieris fully highlighted. The exotic 
pearls are accompanied by a small exotic lacquer box, to complement the wealth. These kinds 
of boxes were often used in Japan for keeping incense
74
. In this painting the lacquer box has a 
different purpose, which shows it was mostly about the material, its exoticness and the way it 
was used. But not only lacquer objects were painted. In the typically Dutch genre works, 
examples of the aforementioned ebony furniture can be found, like in the painting Leisure 
Time in an Elegant Setting dated from circa 1664 by Pieter de Hooch (1629-1684). This 
interior piece (Fig. 3.10) shows the luxurious interior of a family, as can be seen by the 
marble floor, which, as mentioned earlier, is probably not a truthful depiction. But also visible 
are the gold leather wallpaper, the paintings of mythological scenes, an oriental cloth on a 
table and a large cabinet with two Chinese porcelain plates, placed against the wall. When 
looking at the more details of the cabinet, it is visible that it was most likely made of oak 
wood and ebony. The room shows wealth and it is obvious that both the family and the 
painter wanted to show that wealth. In a painting by Jan van der Heyden (Fig. 3.11), dated 
from 1669, we see a large cabinet on the background. This time it is completely black and 
most likely covered with ebony wood. This painting concerns the study of a well-educated 
gentleman, shown by the books, a globe and a variety of exotics, including a small lacquer 
box, placed on the right side of the table.
75
 Although, in these kinds of still lives, we should 
never assume a truthful rendition, it does say what people preferred to show at that time. 
Presumably from the same year as the painting of Van der Heyden, dates an interior piece by 
Samuel van Hoogstraten (1627-1678), (Fig. 3.12), which shows two women standing at a 
cradle. Firstly the beholders attention will be drawn to the women, and secondly to the light in 
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the room on the background. Again, we see a marble floor, gold leather wallpaper, and an 
ebony cabinet, shown by the way the wood is carved. As mentioned earlier, the reflection, that 
could be achieved by carving the wood the right way, was very popular. This painting shows 
us the importance of this technique of woodcutting and how well it was done. Also visible are 
the twisted table legs, the large variation of the heights of the framework and, very 
remarkable, the way the side of the cabinet was worked. We see how the middle blade on the 
side is divided in three squares. The upper and lower square are pressed outwards, while the 
middle square is pressed inwards. This painting is not only a good example of how ebony 
could be worked and the importance of this process, regarding the reflection and the light 
angle, as, from a distance, seen in the painting. It is also a good example of the importance of 
ebony as such. Placing this cabinet on a painting where we can see a very richly decorated 
interior, shows us the importance and luxuriance of an ebony cabinet in the days the painting 
was painted.  
Over the course of the century a slow shift can be seen towards larger and more complicated 
lacquer and ebony objects, which became visible in the inventories of the Dutch Royal 
Family, but also became more evident by looking at different types of paintings. At first, the 
art of painting a single bowl was enough to impress the beholder. Later on slowly the larger 
furniture pieces came up. An example is the portrait of Godart Verdion (Fig. 3.13), painted by 
Ludolf Backhuysen (1630-1708), dated from the late seventeenth century. Verdion was a 
jeweller, who, because of the diamond trade, maintained close contact with East India. During 
the 1780’s, he commissioned a portrait of himself, on which he shows his knowledge and 
possessions of Asia. First of all, he is dressed in the multi-coloured Japonsche rok, a sort of 
housecoat. Secondly, in his left hand, he holds a string of pearls, referring to his profession, as 
well to the exotic jewellery he traded. On the right side of Verdion, we see a small black 
lacquer cabinet. Considering Verdion’s profession, this would probably be a jewellery 
cabinet. It shows one of the many functions a small cabinet could have: an exotic storage 
place for exotic jewellery. Something we also saw in the painting of Van Mieris. Another 
painting from that same time, is Family Taking Tea, probably painted by Roelof Koets II. 
This painting in figure 3.14, is also described as “an almost symbolic appropriation of Asian 
material culture into a European setting.”76 It shows a family drinking tea. This social ritual 
was also adapted from Asia and was seen as a social ritual for prominent people. Not least, 
because, at the time, tea was a rarity in Europe. This family portrait shows different Asian 
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influences, such as the colourful silk dresses worn by the women, the Japonsche rok worn by 
the man, the Chinese porcelain used to serve tea from, and the small tea table, decorated with 
red, black and gold lacquer. In the left corner on the table, we see a small black tea can, 
which, because of its colour, is a special object in this painting. Unfortunately, we cannot 
really see what the tea can is made of, but it was most likely lacquer metal. There are also 
examples of these kinds of tea cans made of Delft black pottery. Besides the increasing size of 
the black furniture pieces, we also see a growth in the refined details, like in another painting 
of Jan van der Heyden from 1712 (Fig. 3.15). This still life shows, just as in a few other 
aforementioned paintings, a brief summary of products imported by the Dutch East India 
Company. Again, it mentions a black furniture piece, probably made of ebony, inlaid with 
turtle, ivory and, as seen on the inside of the small open door, decorated with a painting. This 
small cabinet was most likely placed on a holder, which was usual at the time. This cabinet 
shows how generous the black furniture pieces could be embellished.  
All the many paintings that were made in the seventeenth century also had to be framed. 
Although only a few paintings from the seventeenth and eighteenth century are still framed in 
their original framework, it is well known that Dutch artworks from the Golden Era, 
originally were framed in black ebony or rosewood. The most common frameworks, 
mentioned by the inventories, were veneered and namely veneered with ebony.
77
 The 
underlying idea was to use a natural colour that would do most justice to the painting itself. 
However, the extensive surveys, as seen in figure 3.16, show how popular darker frameworks 
were. Also shown in this painting, is the effect of the colour black on its surroundings. Over 
the years, the seventeenth century shows more variation in the framework types. The former 
ebony frameworks came from an Amsterdam inventory, dated to 1613. However, until the 
thirties of that century, ebony framework remained rare. Also, a lot of black framework was 
not made of ebony, but, for example, of firewood, and blackened with for example lacquer or 
wood-stain. This kind of framework was a lot cheaper.
78
 After 1630, not only the material of 
the frameworks changed, but due to the fact more woodworkers specialized in working ebony, 
it became possible to also work more details into the framework. As discussed in the previous 
chapter, shown by the ebony cabinet, the material was very suitable for exploring light effects. 
By polishing ebony repeatedly, a very glossy effect could be created, and by playing with the 
lines, the height and shape of the framework, wood workers were almost able to make it come 
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to live. The way in which day- and candlelight reflected in the framework, must at the time, 
have appealed to the imagination. Over the course of the seventeenth century, we do see more 
frequently, that the framework received a thin golden frame on the inside, or even a subtle 
golden ornament. 
Although the black lacquer was not nearly as attractive to paint, as, for example, the exotic 
and bright-coloured porcelain, there are, in fact, quite some known examples.
79
 Of course, the 
examples mentioned above are not the only genre works on which black lacquer or ebony is 
depicted, but they do give us an insight into the furniture that was made and how it was 
regarded. In the first half of the seventeenth century, black lacquer could rarely be found in a 
painting, only sometimes in a still life. Over the course of the century, this changed, together 
with the underlying idea. Black lacquer was painted as a single object, with not much variety 
in the object itself, surrounded by different kinds of exotic objects. Since the second half of 
the seventeenth century, larger lacquer furniture pieces were depicted too, every now and 
then. As aforementioned, these paintings were not always a truthful rendition of the truth, so 
we cannot say for sure, if the depicted furniture pieces were really presented that way, or even 
present in those households. However, from these paintings, we can conclude how a change 
of possession and decoration took place, in the seventeenth and early eighteenth century. 
Larger objects were made of aforementioned materials, and these furniture pieces continued 
to be embellished, with the help of cutting techniques and inlay work, something which not 
only can be seen in the paintings themselves, but also in the changing framework of those 
paintings. 
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Conclusion 
For this study multiple sources from the seventeenth century have been studied to clarify why 
black pottery has been made between 1675-1725. Until now it is presumed that black pottery 
from Delft was based on the black Japanese lacquer or black Chinese porcelain. With this 
study however, it is shown that black pottery from Delft should be placed in a broader 
context, namely a general interest for materials coloured in black. We noticed this interest, for 
example, in a source dating back from the late seventeenth century, in which was mentioned 
that black in general was a special colour and was seen as notable. In Japan it was seen as a 
‘gentlemen’s colour’ and it was customary for notable persons to have pieces of black 
lacquered furniture in their house. Before the Dutch Republic, due to the V.O.C., got in touch 
with Japan, the colour black was also in the Republic seen as a colour for notable persons. 
The reason for this, was that the colour black in the Dutch Republic was very hard to 
manufacture due to the lack of a black pigments of decent quality which made it very 
expensive and therefore a colour only the very rich could afford. Along with the trade 
between Japan and the Dutch Republic arose a great import of exotic objects and materials 
like porcelain, lacquer and tropical woods. As these exotic materials kept coming, it became 
easier for the rich upper class of society in the Dutch Republic to obtain black coloured 
objects. Since this rich upper class grew fast, the number of people that could afford black 
objects grew as well. Japan and the Dutch Republic did not complement each other on 
account of their predilection of the colour black, but Japan was able to accomplish the wish 
for black coloured objects. This should be taken into consideration when looking into black 
pottery from Delft. This remarkable pottery is not just based on existing objects as Chinese 
black porcelain and Japanese black lacquer, but has mainly arisen because of a fascination 
with the colour black. Where this specific fascination has its origins, cannot be ascertained 
with this study. However, it seems that this fascination for black can not only be accounted 
for the fact that it was rare and precious in the seventeenth century, but also because of the 
fact that black makes other colours come more into their own. It is known that painters in the 
Dutch Republic in the seventeenth century, like Rembrandt, were obsessed with the use of 
contrast between light and dark. But how about contrast between colours? More research on 
this topic would certainly be needed to obtain more knowledge of the special but very 
unknown black pottery from Delft.  
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Figure 1.1 Jacob Wemmersz. Hoppesteijn, Delft blue jar, 1675-1686. 
 
 
Figure 1.2 Lambertus van Eenhoorn, Ewer and basin, circa 1691-1724. 
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Figure 1.3 Pieter Adriaensz Kocks, Ewer, 1687-1701. 
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Figure 1.4 Anonymous, Jar (one from a pair), probably Kangxi period (1662-1722). 
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Figure 2.1 Anonymous, Tea Bowl with Inscription, 12
th
 of 13
th
 century. 
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Figure 2.2 Anonymous, Trunk, c. 1600. 
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Figure 2.3 Pieter de Hooch, Interior with Women beside a Linen Cupboard, 1663. 
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Figure 3.1 Frans Hals, The Anatomy Lesson, 1632. 
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Figure 3.2 Rembrandt van Rijn, Portrait of a women, Possibly Maria Trip, 1639. 
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Figure 3.3 Michiel Janszoon van Mierevelt, Theodora van Duvenvoorde, 1620. 
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Figure 3.4 Anonymous, Family portrait, 1627. 
 
 
Figure 3.5 Juriaen Jacobsz., Michiel de Ruyter and his family, 1662. 
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Figure 3.6 Osias Beert I, Still-life with oysters, 1610. 
 
Figure 3.7 Jan Breughel (1568-1625), Still-life with garland and bowl, 1618. 
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Figure 3.8 Simon Renard De Saint-Andre, A vanitas still-life, c. 1650. 
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Figure 3.9 Frans van Mieris I, The Lacemaker, 1658. 
 
 
60 
 
 
Figure 3.10 Pieter de Hooch, Leisure time in an elegant setting, 1664. 
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Figure 3.11 Jan van der Heyden, Still-life, 1669. 
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Figure 3.12 Samuel van Hoogstraten, Two Women by a cradle, 1670. 
Detail of figure 3.12.  
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Figure 3.13 Ludolf Backhuysen, Godard Verdion, c. 1685. 
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Figure 3.14 Roelof Koets II, Dutch Family Taking tea, c. 1680. 
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Figure 3.15 Jan van der Heyden, Still-life with rarities, 1712. 
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Figure 3.16 Anonymous, Cognoscenti in a Room hung with Pictures, c. 1620. 
 
